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ABSTRACT

I create wooden and metal sculptures that are abstractions of old memories that
examine, celebrate, and embody my rural culture, upbringing, and heritage. I aim to
honor my family’s memory and keep their passion for craft alive through working with
the tools that have been passed down from them.
When I find myself struggling in life I always look to my personal history to find
answers. I am reminded of my family's rural and military backgrounds and of the
tradespeople from my family: carpenters, blacksmiths, farmers, and soldiers. Through
their chosen trades and tools, generations from my family were able to create order and
meaning in their own lives. Now that I have inherited their tools, I use them to create art
that helps me make sense of my life and world.
I learned to use the woodworking and metalworking tools that were passed down
to me by family members from current and prior generations. I use these utilitarian
tools to create sculptures that serve as honest representations of myself and my family. I
also learned that the work I create does not have to be a literal representation of my
memories. Rather, through the process of using tools passed down to me from family
members, the memories are inherent in my actions and transferred into my work
products. These are among the primary observations that underlie the artifacts and
achievements that emerged during my graduate studies and will shape the frame of this
paper.
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CHAPTER 1: UPBRINGING
Rural Roots
Born in England, my great, great, great grandfather, James Pylant and his family
landed in Virginia in 1642. Since then, the lives of each generation of Pylants can be
broken down into four different career paths, some of which overlap. Every man in my
family was a tradesman: either a carpenter, blacksmith, farmer, or more commonly, a
soldier. These career paths are reminiscent of the caste system of medieval Europe.
These careers have continued to be adopted by my family to the present.
Growing up in a rural military family, I got the opportunity to travel and live
across the rural south and parts of the west; everywhere from Arizona, Alabama,
Tennessee, South Carolina, and Florida. I spent most of my summers living and working
on my grandparents' farms. I have memories of staying there and hearing stories about
the joys and hardships that came with the farming lifestyle. Both my grandparents
raised animals of all sorts, but mostly pigs and cattle. Although I didn’t realize it at the
time, the experiences and time spent working with them would be very influential to me
later in life. They would help me shape my art and guide the mediums and tools I would
use to create sculpture.
It is not an easy life working on the farm. A farmer needs to be dressed and ready
to start the day before the sun comes up. There was always something to do.
Maintenance usually involves fixing fences, mowing fields, feeding animals, fixing
tractors, collecting eggs, clearing predators, sharpening tools, woodworking, welding,
painting, and much more. It is truly a labor of love. The discipline and strength required
1

to live such a life is something that I admired since a very young age. I very much
enjoyed the time spent with my grandparents as they watched over me on their farms.
This kind of paternal stewardship is very influential in my upbringing.
Paternal stewardship is something that resonates within the works of Tracy
Linder, a South Montana farmer and artist. Her works reveal how people can survive in
rough conditions and be stewards of the land as well. She states,
“My artwork is an extension of living close to the land. I grew up on a family
farm and now live on the vast windswept prairie of south-central Montana.
In this place, I am surrounded by the harsh realities of storms that can wipe
out a year’s crop in minutes, by ranchers braving the blustery cold to rescue
a newborn calf from certain death, by a community that will drop everything
to help extinguish a fire, and a sense of isolation that can be both comforting
and profoundly lonely. These experiences are my lifeblood.”

1

In the background are the coveralls and work clothes of her family displayed in
an almost Christ-like display. This was an observation brought to my attention by
sculptor Byron Clercx, my Committee chair, who published an article about Linder’s
work. She hoped that this would create an almost sanctimonious

“Tracy Linder Artist.” Tracy Linder, www.tracylinder.com/
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Figure 1. Hunter Pylant. 2002. Me at 5 years old

and spiritual experience. To me, this represents the same kind of stewardship my family
had over me in my upbringing. My grandparents were always making sure that I was
safe and could stand up to the challenges they would set for me. These challenges
included driving the tractor, feeding the pigs, closing the gates, cleaning the barn, and
more.

Fitting the Mold
I grew up on a Marine Corps base in Beaufort, South Carolina with my father
being the Commanding Officer of the local Marine Corps air station. Needless to say,
growing up around the world’s finest fighting force can also have a powerful impact on
you as a kid. Both of my grandparents were in the Navy and the Airforce as well. Their
3

fathers were in the military and there was a member of my family in every American
war.

Figure 2. Hunter Pylant. 2001. My father.

Figure 3. Hunter Pylant. 1960. My grandfather.

Figure 4. Hunter Pylant. 2022. My great grandfather.

My father worked as a Tennessee corn farmer in his youth before joining the
military. He went from working with his hands shucking corn to becoming a fighter pilot
flying faster than the speed of sound. This transition of my family members from being
4

farmers to becoming soldiers is an easy adjustment. I think individuals that are
accustomed to the laborious and regimented lifestyle of farming, can adjust easier to the
disciplined structure of the military. In this way, my father was able to prove himself to
the rest of his family by continuing both traditions.
More broadly, as with most military families, this tradition of joining the military
is something that is often encouraged. The same goes for those trades of carpentry,
blacksmithing, and farming. The skills and tools and trade tend to stay within the family
and be passed down to their children. I could feel the pressure and expectation of living
up to my father and the other men in my family that preceded me.
In retrospect, that implied and internalized pressure reminds me of one of my
favorite films, Forrest Gump, played by Tom Hanks. This film, uncoincidentally, was
almost entirely filmed in my hometown of Beaufort, South Carolina. Beaufort is known
for being a military town and the home of the Marine Corps Training Depot, the Navy
Hospital as well as the Air Station. Every scene and set location in the film conjures up
new memories of my childhood. Every day I would pass by the famous bench where
Forrest waits for his bus. I would drive over the bridge where Forrest made his
transcontinental run. I would have sleepovers in the marshes where the Vietnam scenes
were filmed. We would watch movies on an old projector inside the remnants of an old
GI hut left by the set crew.
There is a character in the film, Lieutenant Dan, that I always seemed to resonate
with. Forrest makes a comment about Lt. Dan saying, ‘He was from a long great military
tradition. Somebody from his family had fought and died in every single American war. I
guess you could say he had a lot to live up to.’ In the film, Lt. Dan was wounded in battle
5

and believed, like his forefathers, dying in battle was to be his glorious destiny.
However, after initially feeling cheated out of his perceived destiny to die in battle, over
time with unwavering support from Hank’s character, Lt. Dan realized that dying in
battle wasn’t his destiny after all. He later found freedom by choosing to live his life
outside the parameters defined by his familial tradition and his own projected sense of
identity, self-worth, and perceived life purpose. Lt. Dan chose his own path in life and I
came to this same conclusion about my own life when faced with the real and perceived
pressures of family and tradition. I realized I can create my own destiny as an artist, by
working hard and honoring and using the trade skills passed down to me from my
family.
I believe that as an arts practitioner who employs similar methods and mindsets
of my family, I am no less a tradesman than anyone who preceded or followed me. As an
artist, I wake up before the sun rises with the same discipline of a soldier and work with
the precision of a carpenter and the strength of a blacksmith. I oversee my practice with
the same diligence and care of a farmer and soldier, and by combining and channeling
these traits into my work, I feel I am earning my place in my family’s lineage.

Jack of All Trades
As a child, I worked for my grandfather on his farm. I fed the cats, pigs, donkeys,
trimmed the trees, cleared the fields, and chopped down the rotten trees. It was tough
work for a young boy. When the heat got to be too much for me to bear, I would retreat
to the barn placed in the center of the property. A backwoods mecca of machinery, tools,
and all manner of critters that made it their home.
6

Figure 5. Hunter Pylant. 2022. My grandfather's barn

I would climb into the attic and would look around and pick up various pieces of
scrap. Each piece of scrap had some utilitarian purpose like a latch, bullet casing, or
screw. Although I didn’t know it at the time, I began to look at these found parts and
scraps like an artist. I visualized breaking them down into their most basic essence. This
way of seeing and thinking is what separates an artist from a carpenter, blacksmith, or
farmer.
One day using things I collected in the barn, I constructed the head and body of
an imaginary dragon. A swinging latch became the muscles of the dragon's jaw. The
bullet casings became the dragon’s shiny, envious eyes. The various screws became the
razor-sharp teeth that lined its maw. I discovered a kind of freedom that I had not
experienced before. I was so enthralled by the variety of scrap and tools I had available
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to work with that I forgot about completing the rest of my chores for the day. As the sun
was beginning to set I left the barn that day, a seed had been planted.

Figure 6. Hunter Pylant. 2012. Dragon head. Barn scrap
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Since I decided to choose my path in life, I took the foundational trades of my
family, farming, carpentry, and blacksmithing; which, like visual art, all require
creativity, ingenuity, and hands-on fabrication skills.
Also as with most trade-centered families, the tools and books get passed down. I
have acquired an entire collection of equipment, some of which I have no idea how to
use. Part of the enjoyment I get from working with these tools is that I get to learn how
they work. I also get to simulate a part of their lives to feel what it is like to cut with a
hand saw or swing a hammer over an anvil. For a moment, when I use these tools, I feel
like I get to join my family traditions.
I prefer working in the mediums of wood and metal for a variety of reasons as
they are two of the materials my family used. However, instead of creating sculptures for
personal and aesthetic purposes, they used wood and metal to create attractive yet
utilitarian objects. There are so many varieties of wood and their uses vary from culture
across the globe and throughout history. It can be cut, shaved, burned, sanded, steamed,
polished, and made to meet the needs of almost any project.
The processes of woodworking and metalworking I have learned over the past few
years have been a modernized and industrialized version of the trades. I have learned
my methods of the trades using equipment like computer-controlled machines, also
called CNC’s, and laser cutter machines. I am interested in connecting more with my
family heritage and learning the traditional methods of craftsmanship and not rely
solely on computer-assisted working.

9

CHAPTER 2: MEMORY
Entropy
Everything that exists in this world is subject to entropy, which is a term used
primarily in physics and engineering to define a general decline of energy into a neutral
or default state. However, this neutral state is often associated with a state of chaos.
Although the term entropy is commonly used in science and mathematics, it can be
observed in our everyday lives as well. Order is structure, organization and is
something that provides security and hope. Chaos is the opposite. It is fear, the
unknown, and the lack of control. These concepts are things I try to highlight in my
work. Carpenters, Blacksmiths farmers and soldiers always walk a fine line between the
world of chaos and order.

Tradesman Philosophy
Ever since my grandfather told me that, ‘If I took care of my tools, my tools would
take care of me’, I have looked at hand tools in a different light since. Tools are things to
be respected and honored. To a carpenter, a blacksmith, or a farmer, hand tools are not
simply a combination of metal and wood. I believe that the spirits of tradesmen who
used these tools before me are imbued into these tools. As I swing the hammer to strike
the anvil, I get the sensation that the culmination of those who have swung this hammer
before me are there imbued in the history of the tool, guiding my hand. Therefore, by
using these tools, I feel like I am honoring and keeping their memory and their passion
for the craft alive and keeping their memories alive.
10

Another aspect of these tools is their shared ownership and narrative. All of these
tools were passed down to me. Although they are in my possession, they still do not
belong to me. I am merely a steward of them. Just as they have been passed down to me,
they too will be passed down from me to someone else; and in doing so I will become a
part of the spirits imbued in these tools, watching over and guiding those that have
chosen to take up the craft. Belonging to this lineage gives me some kind of peace and
solidarity in the idea of an afterlife.
I believe that it is important to respect the valued tools and objects that our loved
ones leave behind because in many cases, some of those tools and objects are the only
remaining evidence of a person’s existence. This concept became even clearer to me
when I traveled to a local antique market to see what kind of treasures and found objects
I might find. This market had everything from war medals, to guns, and tools but the
only thing I really found was my disappointment. Many of the items I saw on display
were similar to the things that had been passed down to me in my family. Each of these
flea market items had its own story. A baseball glove could contain the precious
memories of friends or family members playing ball in the sandlot. A bicycle that could
have been the catalyst for some child’s adventurous memories of flying down the road.
All of these potentially precious moments were commodified. Once, a boy’s lifelong
collection of baseball cards, a lifetime achievement; $20. Grandma’s favorite china
which served families for generations; $15. War medals, attained with an untold amount
of hardships; buy one get one free. To me, this is sacrilege. I believe that a person is
never truly gone as long as there is someone or something around to tell their story.

11

This same sentiment is found within Maya Lin’s public artwork, the Vietnam
War Memorial. Lin was tasked with creating a memorial in Washington DC to
commemorate the lost lives during the Vietnam War. The memorial itself, but more
specifically the names left behind on the black walls carry on the memory of those
soldiers making them tangible to the loved ones they left behind. Maya Lin understood
“the sense of power of a name.” 2 It is important to remember the ones we’ve lost and to
keep their stories alive.

Sowing Order
Whether they knew it or not, the tradesmen of my family were designers at their
core as well. Take the meticulous forging of the horseshoe, the rows of crops in a field,
the stalls of a barn, the nests of a chicken coop, down to the gingham stripes on our
backs; these designs create order. There is something spiritual about this kind of order.
It creates a contrast to uncertainty and chaos. It provides a sense of safety, hope, and
home.
There is a dichotomy about tools that places the designer in a unique position.
Tools can be used by designers to create order but they can also be used to create chaos.
A hammer can be just as creative as it can be destructive. For example, Damián Ortega,
a Mexican artist, illustrates this balance of creation and destruction perfectly in his
installation titled, The Blast and Other Embers and Controller of the Universe. The
installation contains a very wide variety of hand tools from farming, carpentry, and

2 Klein, Christopher. “The Remarkable Story of Maya Lin’s Vietnam Veterans Memorial.” Biography, 10 Mar. 2016,
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blacksmithing. They are all suspended from the ceiling as if exploding from a center
point in space. The imposing and unsafe nature of these installations illustrates the
chaotic forces tools can provide.
This idea of continuing a historical narrative of hard work is something that I also
found in Ke Francis’ series titled, Reconstruction. According to an artist biography in
‘Tools As Art, The Hechinger Collection” by Pete Hamill, Francis’ works “seem to
translate the Southern oral tradition into visual terms.” 3 This series, in particular, is a
direct reference to the reconstruction and building that is needed after tornadoes. This
theme of improving the world around us is something that I resonate with; the idea of
creating order with these tools. In a personal interview he stated that, “I spent a lot of
time as a young man helping my grandfather (an electrical engineer that designed the
electrical switching systems on the TVA dams) on his small (60 acre) farm. As one might
imagine, keeping farm machinery running requires tools and the knowledge necessary
to use them. I still live on a small farm and I maintain tractors, mowers, bush hogs, and
of course I maintain a highly mechanized print studio. So I keep and carefully maintain
all of my tools. It has been, not so much a fascination, as a necessary part of being a
highly productive individual.

3 Hamill,

Pete, et al. Tools as Art : The Hechinger Collection. Washington, Dc, International Arts &
Artists, 2002.
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CHAPTER 3: THE LIFETIME JOURNEY
Pre-Artist Mindset
Growing up I always had an inclination towards building things. Having taken
engineering classes during my high school and college career, I had the idea that
sculpture needed to be utilitarian. After building work that was over-designed and was
built in the mindset of a tradesman rather than an artist, I had an epiphany. I realized
that my work didn’t need to be so utilitarian and representative of myself and my
memories. Regardless of what I make as an artist, my personal touch and influence will
be inherent within the work.
I am not sure what it was that led me to this epiphany but I believe that it had to
do with some of the research I was doing on Robert Rauschenberg and Marcel
Duchamp. In the words of Duchamp, “Art is all a matter of personality.” 4 Most of their
work is abstract while using found objects. For instance, Bicycle Wheel is simply a
bicycle wheel mounted on top of a wooden stool, however, the orientation meaning
behind it is very intentional and therefore very personal. Regardless of what they made,
their influence and personal bias is inherent within the sculpture. This is something that
I had not considered before and began to examine within my own work.

4

“Marcel Duchamp Quotes.” BrainyQuote, www.brainyquote.com/authors/marcel-duchamp-quotes.
Accessed 9 Dec. 2021.
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Current Practice
The first piece created was the untitled Gingham patterned stump with a
companion wooden ax form. This piece encapsulates a memory spent on my
grandfather's farm over a hot summer. My grandfather taught me how to use an ax to
chop wood over a woodblock. I had never worked with wood before as a medium, but at
this moment it was very much just hard labor. This act of chopping wood was the first
step on my journey to learning how to use woodworking tools.
Like most of my family, my grandfather would also wear Gingham shirts when
working outdoors. I have since come to realize that this pattern is not exclusive to just
our family. In fact, Gingham is an old design that is often adopted by working-class
people in America that also has widespread usage across the United States and
throughout the world. Gingham is an old design that is often adopted by working-class
people in America. I believe that it is a unifying symbol amongst all backgrounds of the
working class.
My family’s clothing inspired the use of the Gingham pattern on the surface of the
stump; because I wanted to create a piece that encapsulated this special moment of my
life, that also show the contrast of two very different textures. The bark was wild and
rough which contrasted with the smooth resin-coated Gingham pattern organized into a
neat grid pattern on top of the surface of the stump where the rings of the tree would be.
This contrast of reds, whites, and blacks on top of the moldy greens and dark bark on
the sides created a clash of colors, textures, and design. The Gingham design will carry
on to several of my future works.

15

Figure 7. Hunter Pylant. 2019. Gingham Stump. Sculpture. Wood

With my fishing lure series, I strayed a bit from the concept of order and chaos.
Instead, I focused more on an experience to which I think most can relate. When one is
a child, things often seem larger than life. They seem almost like a fantasy. I constructed
of them as if seen through the eyes of a child going through grandpa's fishing lure
collection. When making these, I strove to make them look retired, decommissioned,
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and disarmed like when I saw them as a child. This is why their hooks are rounded. I
wanted these curved hooks to simply represent the idea of a hook rather than being
functional.
They are all representational of real-life fishing lures. When I created them, I
gave each one of them a nickname like one might to an actual lure. I think there is a
sense of humor about this but I knew that something was missing from this series.
These lures, as I came to understand looked more like something that could be seen in a
restaurant or pinned up somewhere in an oyster bar. I think their size and campiness
are something I find very humorous but unfortunately, I was trying to create objects
with more meaning that recreated, honored, and cherished a beloved memory I had
with my grandfather and father fishing as a child. This is something so precious to me
that I think it is completely lost in those curved hooks and big blank wooden eyes. I kept
this in mind after completing this series and would incorporate what I learned in the
second series of lures later in the program.

17

Figure 8. Hunter Pylant. 2020. Giant Fishing Lure Series. Sculpture Series. Wood with metal
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I decided to revisit fishing lures as a subject. Instead of making my own hooks I
instead found and connected real hooks that were found in my grandfather's barn. This
usage of found objects goes back to the first moment that I started making a dragon
from odds and ends I found in my grandpa’s barn; which I would call now view as my
first as my sculpture.his time I used a more abstracted method. I am drawn to the
inherent strength of these chain hooks and their ability to pull incredibly heavy things. I
hope by the presentation of these lures, being abstract and unconventional, they can
catch the eye of the viewer just as a lure catches the eye of a fish. By going into the barn
and using old equipment as part of the sculpture itself I believe is a much more
intriguing and meaningful strategy of creating sculpture.

19

Figure 9. Hunter Pylant. 2021. Gingham Lures. Sculpture. Wood and metal.

This sculpture was inspired by Robert Rauschenberg and his elemental
sculptures which were “rough-hewn and unrefined.” The series explores some of the
basic formal aspects of sculpture-like volume, line, mass, space. He would only use
rudimentary construction materials as well as raw materials found in nature. The
combination of these materials serves no inherent purpose or function but like
20

Duchamp Rauschenberg oriented the found objects in his assemblages to look as though
they do belong together. I focused on this concept with my second generation of lures. I
combined broken chain hooks with masses of patterned wood. The viewer is unsure as
to why these materials are combined and oriented in such a fashion. There must be a
reason but it is difficult to determine. The only difference between my work and his is
that mine is supposed to represent a lure while his sculpture’s interpretation is left to
the viewer. I found his selection of materials very interesting and it reminded me of
when I selected materials from the barn.
A typewriter was made for typing messages but to an artist is just another
medium for creation. It can also serve the purpose of simply being a symbol or
representation of something more meaningful. In my sculpture titled, ‘Untitled’, Gingham
Typewriter, I use a found typewriter as a foil to comment on the current Coronavirus

pandemic. This sculpture is a combination of a unique typewriter and a page of type
created with it. The typewriter is uniquely suited for this work because it was made in
1917 which means that it was created and used during a recent pandemic in America, the
Spanish Flu. Using this idea, I typed out hundreds of characters to form a Gingham
pattern on paper. This is a continuation of the concept of a soft fabric pattern like
gingham being applied to an unexpected medium. I think that the execution of this
sculpture is particularly poignant because over one hundred years after the Spanish Flu,
an era when the owner of this typewriter must have lived, I am typing during the second
major pandemic across this typewriter. Also, and ironically, the manufacturer, the
Corona Typewriter Company creates an eerie coincidence being that the second
pandemic is called SARS COVID-19 which is a variant of the Coronavirus.
21

As noted previously, people that wear a Gingham pattern have endured hardships
but managed to create order out of the chaos of daily life, nonetheless. If you look closely
you can see that the order is stamped into the fabric pattern on the paper by the letter
keys. Every single keystroke lands in the correct space even after hundreds of laborious
keystrokes, it was very stressful making sure that my fingers didn’t slip or that I didn’t
doze off. While the monotony of its execution was very difficult to get through somehow
I correlate my perseverance back to that a similar diligence required of my family
members to perform their jobs and maintain order in their lives. This is an important
sculpture for me in the conceptual advancement of my creative thinking, process, and
production.

22

Figure 10. Hunter Pylant. 2020. Corona. Sculpture. Typewriter with typed sheet.

I went on to develop another conceptual sculpture. I did research on famous
woodworking conceptual art and I came across this painting. I’m sure most of you have
seen this painting at some point but this is Rene Magritte’s “The Treachery of Images.”
It features a painting of a pipe with the French words ‘Ceci n’est pas une pipe.’ This
means this is not a pipe. It forces the viewer to consider the construction of language
being that this is indeed not a pipe but rather a painting of a pipe. This is the irony or
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treachery of images. Being that I work with wood, I thought it would be a clever idea to
make a response to this painting made almost 100 years ago.

Figure 11. Hunter Pylant. 2021. The Integrity of Sculpture. Sculpture. Wood.

Using the same pattern as in my other work, I created an actual wooden pipe
affixed to a small frame. The words “This here’s a pipe” is labeled across the bottom. I
felt the only fitting title to this sculpture would be ‘The Integrity of Sculpture’. It’s my
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stab at humor and an exercise in that I could flip the conceptual framing of The
Treachery of Images.
What I find interesting about artists, like Duchamp, is that usually the object of
an artwork is the representation of a subject for contemplation, but in this instance, the
object itself is the thing for contemplation. According to Duchamp, “You have to
approach something with indifference as if you had no aesthetic emotion. The choice of
readymades is always based on visual indifference and, at the same time, on the total
absence of good or bad taste.” 5 In other words, Duchamp leaves it up to the viewer to
interpret what the resulting work means to them.
Another sculpture I created titled, Gingham Bobber, is a representation of the
passing of time. The sculpture is a combination of a wooden stump and the top half of a
traditional fishing bobber. The bobber is meant to look as though it is floating on the
surface of the water. The rings of the tree have been carved to look like ripples. To me,
the interesting thing about tree rings is that they are inherently a representation of time.
Therefore by carving and incorporating the elements of this scene, which in and of
themselves required a lot of time, it represents a captured moment of time from my
childhood of fishing with my father and grandfather. I wanted this sculpture to capture
the moments of stillness leading up to the big catch. Although with fishing, one never
knows when that catch is going to come so there is a sense of anticipation. Seconds can
seem like hours. The gingham pattern is again being applied to represent my familial
bond and to catch the eye of the viewer just as a bobber does when fishing.

5 “Marcel

Duchamp Quotes.” BrainyQuote, www.brainyquote.com/authors/marcel-duchamp-quotes.
Accessed 9 Dec. 2021.
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Figure 12. Hunter Pylant. 2020. Gingham Bobber. Sculpture. Wood and metal.

In addition to the Gingham pattern, I mentioned previously, in relation to the
patterns on my family’s clothing, the perimeters of both farms were barbed wire fences
to keep the animals in, and the predators out. I wanted to create a sculpture in which my
grandparent would be represented by the fence itself. Between these two fence posts, a
barbed wire line drawing of my grandpa is suspended between two posts as if he’s
watching over the farm. I would like to think that there is a sense of humor in this
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sculpture, which is why I titled it Cowpoke; in that, the main purpose of barbed wire is
to poke cows while Cowpoke also simply means a cowboy.
Unfortunately, similar to the realization that my (first) giant fishing lures were
more campy than serious; again after making a serious attempt at trying to capture the
memory of my grandfather using materials associated with farming/ranching, I believe
the work falls short of my goals.

Figure 13. Hunter Pylant. 2020. Cowpoke. Sculpture. Barbed wire and wood.

An artist duo that inspired me in the way they use humor and found objects
effectively are Ed and Nancy Kienholz. They created a working title, Back Seat Dodge
‘38’ that represents an intoxicated sexual encounter Ed Kienholz had in his younger
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days. Although the context of this sculpture is very different from mine, I believe there is
a similarity in humor and the use of materials. The materials used in Kienholz’s
sculpture contrast the moment that is occurring within the car. It is a statement on how,
at the moment, things can appear completely different from a third-person perspective
or onlooker.
In my work titled Untitled (Circular Saw), a motorized circular saw blade was
used in my first kinetic sculpture. I was trying to create something that captured the
process of woodworking. The finished sculpture is a circular saw blade that spins within
a picture frame. The work constantly grinds wood chips into smaller and smaller pieces
is a visual representation of the passing of time. Given that this sculpture continues to
operate, the wood chips will slowly turn into dust accentuating the depiction of the
passing time. I believe the work is also humorous but successful given the chaotic nature
of the spinning blade.
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Figure 14. Hunter Pylant. 2021. Untitled. Sculpture. Circular saw within frame.

I am drawn to Jean Tinguely's impressive kinetic sculptures known as
“metamatics” and they are built to explore the absurd side of humanity's reliance on
technology. Tinguely’s sculptures are a reflection of time. Each part of his sculpture is
interconnected and rotates in unison like one large clamorous clock. It is a process that
is very intriguing and mesmerizing to watch. This is something that I achieved within
my kinetic sculpture.
A pastime on the farm that I would share with my grandpa is building guns. Guns
have been a part of my family since the very beginning whether it be for hunting or
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battle. Needless to say, we have a deep respect for their history and service to our
nation. My grandfather and I finished a gun-building project together when I was very
young. This was in a way another one of my first woodworking projects. Like the lures, I
wanted to revisit this old shotgun and recreate it as something new to fit into my body of
work. The original wooden stock was simply stained to look like dark wood. I wanted to
apply the same gingham pattern as in previous projects to this one. I began cutting
about one hundred individual cubes of different species of wood. I carefully glued them
together into the gingham pattern and began a reductive process of carving and sanding
by hand. Throughout the whole process, I was constantly checking and rechecking to
make sure that I was keeping the profile and curvatures of the original stock.
The application of this new design in the stock of the gun brings it into an entirely
new context. The Gingham pattern appears soft like fabric and the colors make the
shotgun appear as if it were a toy. In reality, it is a lot more devastating. The main
reason for applying the stripes is to, again, embed the concept of order onto another
tool, one that is near and dear to me. Like the saw, there is also a sense of irony be
applied to such a potentially violent tool.
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Figure 15. Hunter Pylant. 2021. Gingham Shotgun. Sculpture. Wood and metal.
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Figure 16. Hunter Pylant. 2021. Gingham Shotgun. Sculpture. Wood and metal.

Tools Now Versus Then
There is a certain kind of mysticism about antique tools and the traditional ways
of woodworking and metalworking. It is no wonder how there are so many legends and
folktales surrounding tools; everything from John Henry's hammer to Paul Bunyan’s
axe. The skills of both trades have been a requirement for a sustainable civilization since
the beginning of the first peoples. Working with these older tools is much slower and
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more of a tactile experience than some of their modern counterparts. The worker has the
opportunity to engage themselves in the experience.
Jim Dine is a contemporary artist that shared an opinion of tools and personal
histories that aligns with mine. Dine said, “I grew up with tools. I came from a family of
people who sold tools, and I’ve always been enchanted by these objects made by
anonymous hands.”
The modern counterparts to woodworking and metalworking can be at times very
distant and automated. Some of the machines that I am trained on and use require
nothing more than a few button presses and all of the work is completed remotely. All of
the “work” can be done digitally. In fact, I find it very easy to slip into using these kinds
of machines. They are very user-friendly, safe, and don’t require a lot of time to be
trained on. However, when using them, everything is so automated that I would hesitate
to even consider the process of woodworking.
However, that disclaimer aside, in addition to my background and training in
traditional tools and materials; my training on modern fabrication output tools and
equipment; I am slowly starting to blend them with traditional methods and materials,
into singular projects. In the saw sculpture, I wanted to use one of the most advanced
machines I have access to impact a design onto a hand saw, simple and basic tools
Appropriately, using a backsaw from my grandfather's barn I applied a Gingham
patterned texture onto one side of the saw blade square by square using a laser
engraving machine. This machine uses a beam of light, a laser, to burn varying shades of
black onto metal. In this work, instead of creating the Gingham pattern with my hand
tools, I wanted to apply the pattern to the tool itself. This sculpture piece continues this
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idea of turning chaos into order; applying for order onto an otherwise chaotic medium.
This is a direct continuation of the concept I had with the Corona typewriter. I wanted to
recreate this pattern into a new and unexpected medium. However, this medium is
meaningful to me, my family, and my process.

Figure 17. Hunter Pylant. 2021. Gingham Saw. Sculpture. Engraved backsaw.

This idea of embedding familial history into tools is something that is found in
the work of Tracy Linder. In her series titled, “Shovels”, she embedded photographs of
farms, bones, animals, and crops into shovelheads made of beeswax. She is combining
something intangible like memory with something very utilitarian like a shovel. At the
same time, she is making it surreal because it is made from a natural material like
beeswax.
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I have spent a lot of time training myself digitally and technologically when it
comes to content creation. I study the integration of machines and programs into art. I
specialize in advanced prototyping and fabrication programs and equipment.
In the past, machines such as these were only available to mass fabrication
companies. The technological advances of these machines have allowed them to not only
shrink in size due to efficiency, but their prices have dropped as well. Their attainability
is beginning to overlap with that of the public consumer market. This means that they
are becoming more commonplace for local businesses and universities. This also means
that they can be repurposed for unique and specific design purposes. By understanding
how to integrate with these machines and programs, it allows for almost endless
possibilities of creation and freedom. This integration of the design process with
machines is a very powerful skill set for someone like a designer.
The readings of Walter Benjamin in The Work of Art in the Age of Mechanical
Reproduction are by far the most relevant to my line of work. Specifically what I found
interesting and concerning was the concept of authenticity in an era of reproduction.
According to Benjamin, the ability to reproduce a work in such numerous quantities
changes the relationship between the artist and the audience indefinitely. 6 Historically
amongst galleries and collectors, the value of art or work is partly derived from its
authenticity. What Benjamin means by authenticity is the novelty of its unique existence
and creation under certain circumstances of time and location. Therefore, if there were
to be any future replicas their value would be inherently depreciated.

6 Naumann, Francis

M, and Marcel Duchamp. Marcel Duchamp : The Art of Making Art in the Age of
Mechanical Reproduction. Ghent, Ludion Press ; New York, 1999
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This is a concept that I understand and accept but is something that I will have to
contend with in my future career. All of the work that I make with these machines are
pieces that can be repeated and replicated with near one hundred percent accuracy and
precision. However, keeping Benjamin’s concepts in mind, how does the value of a
singular work compare if I were to make one hundred?
Although I have reservations about using modern technology and equipment to
create art, I believe that it is still something that makes me unique. In a way, knowing
how to use a laser cutter or a CNC machine is my trade. I believe however that it is still
important to go back and master the traditional ways of craft to better understand
history and how my family managed to get through it.
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CONCLUSION

When first entering grad school all I had were my stories and memories from my
upbringing and some experience and knowledge of basic tools and materials. Through
the process of creation and working through the concepts of rural culture, upbringing,
and heritage I have been able to create a path for myself. I spent many years trying to
figure out what my career was going to be. There were so many expectations growing up,
many of which were self-imposed. However, I knew, just as my ancestors knew, that we
are destined to create. However, although some of my creations may not be as utilitarian
as my predecessors, I think that my work is nonetheless important to the development
of my personal and artistic development.
During my studies, my thinking has evolved in how I view my creative purpose
and practice. The first work I started making had no significant motive or message. I
was metaphorically grasping for what could be considered my work. I was illustrating or
emulating what I thought I was supposed to do instead of looking inwards towards
myself and who I am. The first sculpture was the tree stump with the inlaid Gingham
pattern and the idea seemed to have come out of nowhere. For me, the concept was
successful because I felt it was the first sculpture that I felt was truly a kind of selfportrait. I continued this representative work and created work I thought paid homage
to my family and their trades. I also wanted my work to reflect my knowledge and path
in life, and belief that to keep making successful sculptures, I need to continue looking
inwards and making work that reflects what I feel, see, and believe.
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As each day passes, it seems as though the world we live in is diving deeper into a
world of chaos. A pandemic, political turmoil, social isolation, and dangerous
misinformation is no easy thing to live through. These experiences are nothing new to
us. However, something that brings me comfort in troubling times is the thought that
we aren’t the only generation to experience troubling times. If those before us found a
way to overcome, whether it be through carpentry, blacksmithing, or farming, then we
will forge ahead using my creativity, adaptability, and knowledge of past and present to
persevere.
In my time in this program, I have broadened and honed the trade skills of
woodworking and blacksmithing. Although some of my work utilizes modern
equipment, I want to continue learning the more traditional ways of creation. And I
want to pursue that same curiosity and interest that I had climbing up into the attic of
that barn. To be a problem solver like the trades of my family before, to treasure the
process of making just as much as its completion. I want to continue to work with the
mediums used by my family, to see tools and building materials beyond their
utilitarianism and what they are.

38

LIST OF REFERENCES

Abstraction, Art, & World, A. Damián Ortega's fascinating artworks.
https://www.gessato.com/damian-ortegas-fascinating-artworks/
Artnet.com. Edward Kienholz.
http://www.artnet.com/magazineus/features/drohojowska-philp/drohojowskaphilp10-15-07_detail.asp?picnum=2.
Benjamin, Walter. “The Work of Art in the Age of Mechanical Reproduction.” Walter
Benjamin, https://www.marxists.org/reference/subject/philosophy/works/ge/
benjamin.htm.
Dada. Moma learning. MoMA. (n.d.).
https://www.moma.org/learn/moma_learning/themes/dada/marcel-duchampand-the-readymade/
Duchamp, M., Peterson, E., & Sanouillet, M. “The essential writings of Marcel
Duchamp.” Thames and Hudson, 1975.
Furchgott, David. Tools as Art: The Hechinger Collection. Washington, DC,
International Arts & Artists, 2002.
Francis, Ke. International Arts & Artists,
https://www.artsandartists.org/hechinger-collection/collection-database/kefrancis/.
Hamill, Pete. Tools as Art: The Hechinger Collection. H.N.
Abrams, 1995.

39

Klein, Christopher. “The Remarkable Story of Maya Lin's Vietnam Veterans Memorial.”
Biography.com, A&E Networks Television, 14 May 2020,
https://www.biography.com/news/maya-lin-vietnam-veterans-memorial.
LACMA. Back Seat Dodge '38 | LACMA Collections,
https://collections.lacma.org/node/246772. Linder, Tracy. Tracy Linder,
www.tracylinder.com/.
“Monogram (Artwork).” Wikipedia, Wikimedia Foundation, 1 Dec. 2021,
https://en.wikipedia.org/wiki/Monogram_(artwork).
“Marcel Duchamp Quotes.” BrainyQuote,
www.brainyquote.com/authors/marcel-duchamp-quotes.
“Marcel Duchamp Quotes.” BrainyQuote, Xplore,
https://www.brainyquote.com/quotes/marcel_duchamp_701821.
“Mexico City.” Art21, https://art21.org/watch/art-in-the-twenty-firstcentury/s8/mexico-city.
Naumann, Francis M, and Marcel Duchamp. Marcel Duchamp : The Art of Making Art
in the Age of Mechanical Reproduction. Ghent, Ludion Press ; New York, 1999.
Ramdev, D. The age of the readymade: How Marcel Duchamp changed art.
STIRworld. https://www.stirworld.com/think-books-and-movies-the-age-of-thereadymade-how-marcel-duchamp-changed-art
Robert Rauschenberg. Canyon. 1959: Moma. The Museum of Modern Art,
https://www.moma.org/collection/works/165011.

40

Roberts, S. and Roberts, S. Untitled (Elemental Sculpture) [steel flange and
stone]. SFMOMA, 2022, https://www.sfmoma.org/artwork/98305/essay/untitled-elemental-sculpture-steel-flange-and-stone/
Schaulager. “Méta-Harmonie II.” Home, https://schaulager.org/en/activities/researchprojects/m%C3%A9ta-harmonie-ii.
Tate. “'[No Title]', Jim Dine, 1973.” Tate, 1 Jan. 1973,
https://www.tate.org.uk/art/artworks/dine-no-title-p02533.
The Treachery of Images, 1929 by Rene Magritte, https://www.renemagritte.org/thetreachery-of-images.jsp.
“Tracy Linder: Yellowstone Art Museum", by Byron D. Clercx, Sculpture, Jul/Aug 2001,
V.20, N.6, p. 57-58
“Untitled (Elemental Sculpture).” Robert Rauschenberg Foundation,
https://www.rauschenbergfoundation.org/art/artwork/untitled-elementalsculpture-3.

41

